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Humor of the Old Northeast 181
Figur© 1 I^ipton Rumsey, too drunk to stand, swims upstream in a gutter toward a 
waiting charley, who dispatches him to Moyamensing Prison as a vagrant [Neal's 
Charcoal Sketches, 3 vols. [Philadelphia:! B. Peterson and Brothers, 1865], 1; 158).
the range of the Knickerbocker influence. Their first appearance in 1846 in 
NeaVs Saturday Gazette, in Philadelphia, vras encourageAby Joseph C. Neal; 
the introduction to their book publication was written by Alice B. Haven 
(Neal), Neal’s widow. Other Old Northeastern humorists in the nineteenth 
century, such as Doesticks—Mortimer Thomson (1832-1875)—also occupy 
this unnamed middle space between conventional genres.
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182 STUDIES IN AMERICAN HUMOR
The comedians of Philadelphia, now lost to sights were active from early 
times. The Philadelphia Bee, founded in 1765, qualifies ^ Americans first 
humor magazine, although its satire of British colonial governors stung for 
only three numbers. George Helmbold Jn’s Tidder lasted considerably lon-
ger, from 1807 to 1813, and contained the seeds of the urban Northeastern 
humor to follow. Philadelphia’s own active literary culture is largely forgot-
ten, although William K Burton, who published an important antiiology of 
American humor Burton s Cyclopedia ofWit and Humor of America, Ireland, 
Scotland, and England (1858)—claimed residence there. Charie;; G. T.pTan>l 
originator of Hans Brdtmann’s Ballads (published in 1869, although the first 
poem appeared in 1857 in prose in Graham's Magazine), one of the earliest 
volumes of comic dialect ballads following James Russell Lowell’s Bighw 
Papers (1848), not only enjoyed substantial appreciation in his own time but 
remained in print into the twentieth century. The Brahmin Oliver Wendell 
Holm^ (1841-1835) and others like him are dose to losing their in die
canon, with the exception of a poem or two. Why? Because we have come 
to see that their subjects were anomalous in the rapidly changing culture of 
northeasto and midwestem dties. As the turban Nortib developed, literary 
and cultural dements were fused widi rougher comedy; literary antecedents, 
parodies, and burlesques spread the humor through various sodal classes 
firom die gented to the popular readers of newsppers and journals. While 
die Old South remameddie land of the horse sw^ and the bear hunt, the 
Old Northeast was assimilated into urban-industiial Amprirg, Northern cul-
ture encompassed the finandal deal, the dever play on words, the 
irony of a cultured C5midsm, and the pragmatism of reportorial exaggera-
tion and burlesque vulgarity in writers like Doesdcb and Artemus Ward 
(Charles Farrar Browne, 1834-1867), forerunners of Mark Twain as comic 
newspaper voices...Th^. could and did rebd against die eorruption that 
flourished in an economy inaeasingly denominated in cash. Their language 
lost its regional markers and became the vulgarity of the streets and of the 
comic columns in the newspapers. Many of dieir puns, which traded in the 
often criticized use of cacography, contained literary and historical allusions 
that added layers of irony to otherwise slapstick comic situations.
Yankee and Knickerbocker culture began to disappear as early as the 
1820s and 1830s in the culture shock of expanding cities, the frctory sys- 
tern, and the waves of immigrants that arrived beginning in the 1820s 
from Ireland and later, in the 1840s, from Germany and Ireland again and
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184 STUDIES IN .AMERICAN HUMOR
Figure 2 Joseph C. Neal portrayed for AAorfon M'Michael's 
Joseph C. Neal" in Graham's Magazine, February 1844, 
49-^2. Facing page 49.
of a lending library, the Union Ciroilating Hbrary. Young Joseph was raised 
by her, immersed in her literary culture and educated in gfenteel poverty. By 
the standards of more reportorial sljdists, and despite his own employment 
« a newspaper writer and editor m the 1830s and 1840s, he might even seem 
to have been overeducated. His awareness of the writers of seventeenth and
»o00•coZ•JOOo
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STUDIES IN AMERICATl HUMOR
vignettes displaying the urban character in fuE feathen The central figure is 
usually ripe firom the municipal police blotter, extravagant in the hooligan 
colloquialisms of the lower classes, and vulgar in understanding and expec-
tations. Characters often reveal glimpses of literary culture picked up firom 
the urban environment by chance or misdirected experience and education.
Because Aey are fidlures or slapstick victims in action, many of Neal’s 
urban become philosophers. Because their condition does not afford 
much scope for change, those who are capable of reflection attempt that art 
not with an end in viw but simply as an outlet for their wonder at life, wHch, 
after all, supplies the motive for eadi of tiieir sketches. Neal’s ocxasional win-
ners have the ca^adty to e^loit the social e^ectetions of others witiiout pro-
viding much in return; they are urban parasites too venal to be evil or fearful 
Possibly, this status is the reason that Edgar Allan Poe criticized Neal for writ-
ing sketches that taken individually are amusing but as a whole lack variety 
and importance; nevertheless, Poe seems to have taken the trouble to bur-
lesque Neal’s sketches witii abudesque of his own, “The Business Man (1840). 
Leo Lemay proposes that this story mi^t have been Poe’s response to two of 
Neal’s sketches that seem to have been aimed at him, especially “Undeveloped 
Genius: A Passage in the life of P. Pilgadick Pigwig^” which desaibes the 
would-be writer in Poe’s typical dress.“ That unhappy and as yet undiscovered 
, writer is eventually found on a street comer witii “little sympathization and 
less cash” firam his foiled attempts at writing. The sketch comes to a dose when 
he is away by a constable to debtors’ prison for unpaid room rent“
Neal’s City Worthies are in much the same condition as the would-be poet 
Pigwig^. Olympus Pump, featured oii the frontispiece of Charcoal Sketches, 
is found by the charley in the midst ofpoetic conception reclining on a mut-
ton butcher’s shambles. “The Hgh price of coal affects him not In the palace 
of his mind, fiiel costs nothing” (1:10). Because he cannot string to ideas 
on a skewer like a catfish or find to drunken way, he is “tuck up,” and the 
Charley “tordes” him' off to jail (1:14-15)- Whatever their talents might be, the 
Worthies are Htfle appreciated by the world and are not likely to malto either 
fripnrifi to ease their soUtude or cash to assist in their immediate need to pay 
landlords or get their socks darned.
The vatohing figure of the urban wood sawyer is a notable and rep-
resentative accomplishment of the most impressive type of Neal’s City 
Worthies. The sketch focuses on the new, emerging commerdal reality 
that absorbs people and forces them to redefine their lives or foil m the
Humor of the Old Northeast
188 STUDIES IN AMERICAN HUMOR
attempt, as many of them do. The sketch “DiUy Jones; or, The Progress of 
Improvement” (i: 93“99) i® devoted to a figure who disappeared almost 
with a thunderclap in the 1830s when coal replaced wood as the primary 
urban heat source. The very fiict that Jones is a purveyor of fuel identifies 
him as an urbeui figure, a service provider to the middle and upper classes, 
rather than as a yeoman hunter or former from the agraricm or wilderness 
setting. His firontier is the urban firontier and he hunts for something much 
more modem—cash. He is a new representation of social (imjmobility and 
instability and its inherent social consequences, for his identity is that of 
an individual whose fate is neither tragic nor heroic Dilly Jones, wood saw- 
y&c, captures his world in his soliloqiiys; this character who is unchanging 
reflects on “change at work”:
He wondered why feshions and customs should so continually change, and 
repined that he could not put a spoke in their wheeL... So complete was his 
abstraction that he unconsciously uttered his thoughts aloud: “Sawing wood’s 
going all to smash,* said he, “and that’s where everything goes what I speculates 
in. This here coal is doing us up. Ever since these black stones was brought to 
town, the wood-sawyers and pilers, and them soap-fat and hickory jc Hpc  mpn^ 
had been going down; and, for my par^ I can’t say as how I see what’s to be the 
end of all their new-fengled contraptions.” (1:95)
Over the next two pages, Dilly oudines his careers, first of selling oysters 
firom a wheelbarrow, until oyster cellars, on die bar-restaurant model, rame 
in and he had to eat up his capital Then he tried merchandising otiier street 
foods, like “pepree pot smoking,” but a aowd of competitors pushed his 
cats (yes, this effort seems to have something to do witii cat stew) out of 
the market Bean soup, also, app^endy cat-based, foiled him; “kittens wasn’t 
good done that way” according to customers who would only “come in” “on 
tick” (1:95), the local insider’s argot for buying on aedit After he “busted 
for die benefit of my aeditors” in die “victualling line,” he declares success. 
“But genius riz” when he “made a raise with horse and a saw” by becoming 
a wood piler’s apprentice until he was firee—until “here comes die coal to 
knock the business in the head.” He refuses to take the ultimate downward 
course and become “Charcoal Jemmy” smashing black stones with a pickaxe 
(1:96), because “my people’s decent people and I can’t disgrace ’em” (1:96). 
Billy’s and Pilgarlick’s world is defined by class and financial rising and
oC
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190 STUDIES IN AMERICAN HUMOR
his impecunious way into the heart of an urban heiress and find happiness 
stretching out his long legs at h« mercantile fiither’s fireside. This range 
of northern urban comic reality was later transformed into the politics of 
the Gilded Age and finally became varied forms of domestic comedy in 
theatrical comedy and later radio and TV sketchesj the eight editions of 
Charcoal Sketches that appeared between 1838 and 1841 and its eventual 
inclusion in T. B. Peterson and Brothers’ series of American humorists in 
1865 certainly indicate that Americans of the time were highly amused by 
the familiar city types in Neal's comic literary sketches treating the new 
urban firontier.
Orson Dabbs is an impressive example of the urban roughneck who 
rises like scum to the top of this urban stew and as rapidly sinks to the 
bottom to become its dregs. Violence, of course, is as American—and as 
urban American—as apple pie, and the most notable of Neal’s misfits 
would appropriately be sketched in that mode. Dabbs is remarkable as an 
urban-industrial parallel to the hal&horse, half-alhgator fitmtiersman of 
the MississippL Perpetually scouring Philadelphia for a fight, he fitnds one 
night’s challenge in a group that thinks a recent “aurora” was evidence of 
an absence of grease on the axle of the world. Dabbs thinks it a sign of war 
and declares, “That’s a lie!’..., ‘my story’s the true one, for I read it in an 
almanac; and to prove it true. I’ll lick anybody here that don’t believe it..., 
in. two cracks of a cow’s timmb. Yes,’ added he, in reply to the looks bent 
upon hiin; *111 not only wallop them that don’t believe it, but m wallop you 
all, whether you do or not!’” (1:36). Although this threat is not the prod-
uct of the ignorance or uneducated pride of the greenhorn on the firontier, 
still, for Dabbs, a little education firom the almanac is not a good thing. 
Predictably, the mob throws bim out on the street; his bulldog tears a hole 
in his pants, and a chadey comes along and batters his fisticuffs down with 
a truncheon before leading him off to jail and the rnoming ride in the Black 
Maria. He is the lowest product of urban life on the peeling underside of 
comic incompetence.
Nevertheless, Orson Dabbs has some characteristics that merit a place 
in literary history. Specifically, he represents the urban countertype to the 
boasting local huntsman of the Big Bear of Arkansas. His boastful speech 
draws out his region’s most powerful metaphors, which describe aspects 
of the new American, traits that were fast becoming part of the national 
character:
T
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192 STUDIES IN AMERICAN HUMOR
Neal presents the ultimate type of the new Northeast, the denizen of the 
American dty, complete with its vaguely Irish urban hooUgm in a contest 
against a dty cop. The setting for the piece is urban—a bar, the street at night, 
die watchhouse. The characters—urban hangers-on, a lower-dass hooligan, 
and a night watchman—are as true to their dty environment as are the char^ 
acters of the backwoods village to theirs: Ransy SniflEIe and the two local 
village rivals, BUly Stallings and Bob Durham, whom he provokes in “The 
Fight” in Longstreet’s Georgia Scenes (1835), for example. Neal's dialect is 
rich with the metaphors of the street ^d allusions to the industrial North, as 
in “stub twisted... cast iron with steel springs” and similar poetic language 
of die great boast The acdon of the sketch is also important; it is not open 
ended. The watchman represents the urban hierarchy, and die fight is not 
between equals but serves rather as an example of the assertion of the rule 
of law over die ruffian; Dobbs has no chance. The social order is enforced by 
the mace, not die long rifle or a former's dever trickery.
An equally important and representative character appears in Neal's 
“Peter Brush, the Great Used Up” (1:130-41). The sketch is set in November, 
“soon after election time,” when "orrid muggy weather” (1:131) leaves the dty 
damp, gloomy, and inhospitable and pushes men toward suidde with the 
aid of pistols, cords, and chemicals, instruments of dty culture to be used 
on this, “the worst of nights in the worst of seasons” (1:130). In a setting of 
gloomy gas lamps and damp hallways, we find Mn Peter Brush, widiout a 
Portia to urge him to bed (alluding to Julius Caesar}, braving miasma to sleep 
on a cellar door because he has no bed to go to, a state of affiiirs diat leaves 
him “as melancholy as an unbraced drum, h gib-ed cat, or a lugged bear” 
(1:132). Contrasting elevated cultural allusions to Juliet and Hamlet make 
the hero all the more degraded, “out at elbows, out at knees, out of pocket, 
out of office, out of spirit, and out in the streets,” a desolate urban “out and 
outer,” an “outre” mortal (1:132). In this dty world, cultured words and the 
language of all classes are part of the fobric of discourse and lead naturally 
to Brush's major soliloquy, based on his mother's teaching and the watch-
words of democracy, echoing Holy Scripture:
A long time ago, my ma used to put on her specs and say, “Peter, my son, put 
not your trust in princes,'” and fiom that day to this I haven’t done any thing 
of the kind, because none on ’em ever wanted to borry nothing of me: and 
.1 never see a prince or a king,—but one or two, and thw had been rotated
out o f  oflBce,-to b o n y  no th ing o f  them . Princes! p o o h !-P u t n o t your tru s t in
politicianers—them’s m y sentim ents. You m ight jist as well try  to  hold  a n  eel
by the  ta i l  I don’t  care which side they’re on, for IVe tried  both, and  I know. P u t
n o t your tru st in  politicianers, o r you’ll get a  h y s t (1:132-33)
I
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194 STUDIES IN AMERICAN HUMOR
own pocket, and swindled me out of my amings. I can’t get no office! Republics 
is ungrateful! It wasn't reward I was after. I scorns the base insinivation. I only 
wanted to be took care of, and have nothing to do but to take care of the public, 
and I've only got half—nothing to do! Being took care of was the main thing. 
Republics is xmgiateful; Fm swaggered if they cdn’t This is the way old sojers 
is served. (1:133-34)
Brush is a unique American original, like Orson Dabbs, but here purely 
democratic in personal expression, references, and even in the ever-present 
American issue of race—“Go away, white man.” The sketch goes on from tiiis 
soliloquy to depict a conJ&ontation between Brush and a “gentleman,” the 
homeowner whose row-house steps he is sleeping on. Brush thinks the gen- 
deman may be one of the eaters of all the loaves and fishes that die spoils-
men got and asks him for a “circular recommend,” which will presumably cut 
him in. The issue of ward, dty, and state politics as well as national e^ecta- 
tions of how a democracy ougjit to function are not implied or put fortii in 
abstruse images; rather, there is direct discussion on the ethics of Amftriran 
politics and those who rrianage the political experience for their own ends. 
Thus does Neal become an important link in a line of comedians from Hugh 
Henry Brackenridge to Mark Twain, MU Rogers, and Steven Colbert 
Of more success, but with scarcely more ambition in business and 
finance, is LanHy Towers in “The Man Who Danced the Polka” (2:21-29). 
Neal notes the classic Napoleonic “nudity” of the bare phrase “He danced 
the polka!!!” (2:21) by way of introducing us to Towers in a whoUy different 
“passport throng the world of social life:... while many danced the poUa 
in the tiioughtiessness of mere muscular agitation, wiggling hither and 
waggling thithet without ulterior design,... LanHy Towers availed himself 
of the polka as an aid to enterprise. To him, the polka was a stratagem—a 
conspiracy—a coup d'etat His polka had a purpose” (2:21-22). Broke, he is 
thrust by his uncle out on the street and told to trust to his legs. Since Texas 
is already annexed, and Oregon’s paraUels are longer tiian even his long legs, 
and, aU tiie worse, no new lighthouses are needed, he gain.s his inspiration 
not by being knocked like Newton on his head by a pippin but rather by 
being brushed in the streets by the craze for the polka. His salvation wiU be 
tile dance hall. He betakes himself to tiie next great polka baU and woos the 
divine Celestina Muscovedo, a roly-poly beauty who looked like the church 
beside his steeple. Bells began to ring in his head, and after several pages of
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196 STUDIES IN AMERICAN HUMOR
Figure 4 Hickey Hammer, a slum bully, from 'The Boys That Run with the Engine," 
lounges in front of three toadies while he waits for another chance to break heads and 
throw brickbats in another brawl (3:136).
time” (3:139). He is contemporary with his New York Irish coimterparts, the 
Bowery Boys, and tiieir equal in every way. Fisticufe are his means of expres-
sion, dominance his mode, whether or not it is meaningful, and he is very 
likely the grown-up outcome of the abandoned street urchins, newsboys, and
KQ.0
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world in liie raffish figure of Tibbs the newsboy. Tibbs, as it happens, has 
“already learned the one great lesson of success. He looks upon fixe com-
munity as a collective trout—a universal fish, which must nibble at his bait, 
lie in his basket ^d fill his fiying pan” (3:69). Melvill^s Tsbmapl may won-
der in the future Whether we readers are fest fish and loose too, but 
Neal's newsboy has already worked out that calculus on his own in urban 
PhUadelphiajJtike the heroes of all great comic sketches, he is lialf comic 
fentasy and half comic reality, or as Neal has it, Tibbs has as much affection, 
sympathy, and twining tendrils of the heart as anyone else who must look 
at pennies as the downright fiicts of existence. Tibbs has run away firom an 
erratic, ineffectual but brutal fether. Thrown in with this new rlasa of news-
boys, he has perfected the model go-getter of the slums on his own. Tom 
philosophizes about cheating customers out of change: “This 'ere rliigplling 
won’t do,... and when you have chiseled everybody, why then theyTl get 
a law passed, and chisel us ^ to chips” (3:72). As colorful in metaphor as 
in costume, he is both an individual comic figure and a representative of 
his times.-The newsboy is the new man of American capitalist democracy, 
bom of independence md the dty in a world without the restrictions of 
by-gone chivalry and established socicd place. He claims our attention like 
the barflies of Cheers because, in a very real way, what makes him also makes 
us, whether we see it or not Grown in our imagination to adulthood, he 
might be a model for Christopher Newman in Henry James’s The American 
or Jay Gatz in F. Scott Fitzgerald’s The Great Gatsby. Transformed wifli a 
conscience and transported to another fictional place and time, he could as 
easily become Huck Finn,
The latter half of the sketch is given over to the torture of a gentleman 
of the old school who crosses the newsboy and becomes the object of his 
unremitting harassment. Neal elaborates the horrible nightmare of thia 
Mr. Sappington in which a giant Tibbs sits on his chest and force-feeds 
him immen.se sheets of the oversized comic paper Double Brother Jonathan. 
Complaining to an editor, Sappington is finally run out of the newspaper 
office, unfulfilled and unjustified in his suffering and -wrath. At the end of 
the sketch, Tibbs is described as still at his trade, growing in means and 
ambition, seeing himself someday riding in a fimcy carriage -with news-
boy engraved as the emblem on its doors. Thus, in emblem and artifect 
and behaitior, the newly emerging reality of middle-class money-getting 
becomes the basis of life, and it is low comedy.
A'range of figures and scenes is naturally comprised in  the series of 
sketches Neal composed over several years and through various levels of 
society. The subject of " lis  Only My Husband” can be guessed firom the
title; in this case, a woman is the dominant figure. Leniter Salix of “The Best- 
Natured Man in the World* is naturally the victim of a ll Always stuck with
Figure 5 Leniter Salix, the worthy depicted in "The Best-Natured .V.an in the World," 
attempts to hold a  baby, an acquaintance's horse (while the acquaintance gets drunk ii 
the "grocery" behind him), and'three other small brats. He concludes he was made to 
be "chawed up" like "the mouse kind if people" despite his "eddication" (1:66).
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the bill for every party and always selling on aedit, he is “shelled out” of 
business^Jns lodgings, and finally nearly his dolhes; he stands on the street,
“a mere shell-fish—an oyster with the kivers ofiP (i:68). His lurch downward 
will be into vagrancy and the night courts for certain.
finm the police court and down-and-outers of various sorts. Goslyne Greene, 
for ejsample, is a goosy young man, bom to a fortune, whose financial advi-
sor soon leaves for Texas, with his investments but without the victim... 
and so it goes in character sketch after character sketch (2:54). Their names 
betray ftiem, but it is their world, for which they are maladapted, that makes 
them the targets of the low-level predators that roam in the newly formed 
urban environment like die mrm who danced the polka, these figures are 
comic because they set their ambitions low and fit dieir actions to their triv-
ial design. The result is that their aspirations and ambition remain unsat-
isfied and the heroism tiiey seek is denied. Not eardiy enough to become 
Caliban, nor heroic enough to rise to either comic or tragic greatness, they 
remain preserved in amber like characters in the sitcoms of later timpg^ per-
fect reminiscences of the daily concerns of the bourgeoisie in a world too 
wide for their shrunken ambitions.
Generations latei; a host of radio shows followed in their tracks, tai-
lored, however, for the market of mass merchandising to present a kinder 
world of skinflint Jack Beimys and rubes tike Lum 'n' Abner, and still lat^r 
Sergeant Bflkos, Gilligan’s Islanders, and even German World War II stalag 
ofl&cers in die unlikely cast of Hogan's fJeraes. These radio and TV shows 
are less violent than the sketches of the Old Southwest and much more 
simplistic than Neal’s sketches, with their overly generous euphuistic style, 
and in all of them the aura of social predictability and inevitability remains 
a comic constant The reduction of daily life to a series of comic events is 
their glory, insomuch as a comic, as opposed to a tragic, form may rlaim 
such an ideal.
The tradition of such comic figures, socialized and urbanized in an envi-
ronment where wealth and class keep die lower figures in a ftozen state, 
may even account for some notable anomalies in American comic fiction. 
For example, although Mark Twain’s western ftiends protested at his writing 
a medieval novel in The Prince and the Pauper (1882), where Miles Hendon 
takes the philosophical pose of a modem journeyman rather than a medie-
val prince, one of die signature vignettes is the picture of the ruffian band.
It seems almost inevitable that Neal’s most iateresting figures are figures
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NOTES
L Walter Blair’s definitwe compilation and categorization of comic writings in Native 
American Humor (1937; rev. ed. San Frandsco: Chandler Publishing Company, i960) has 
well served s'-holj«, including me, for generations. Soutiiwestem humor is best repre-
sented simply by reference to Hennig Cohen and William DiUin^iam’s comprehensive 
anthology The Humor ofibe Old Southwest (Athens: University of Georgia Press, 1994), 
Inng in print and now in its third heavily revised and expanded edition. M. Thomas Inge 
and Edward Piacentino's The Humor of the Old South (Lexington: University Press of 
Kentucky, 2001) is a more recent collection of importance. Bernard De Voto aggressively 
argues the case for Mark Twain as a natural middle-American product in Mark Twain’s 
America (Boston: litde. Brown, 1932), and Kenneth Lynn’sMarfe Twain and Southwestern 
Humor (Boston: Little, Brown, i960) pursues the idea folly. A broad review of the culture 
implicit in the bum nr of the Old Soutiiwest Can be found in James H. Justus, Fetching 
the Old Southwest: Humorous Writing from Longest to Twain (Columbia: University of 
Missomi Press, 2004), which maintains a rational balance in placing Maris IVrain in that 
tradition.
2. In Mark Twain as a literary Comedian (Baton Rouge: Louisiana State University 
Press, 1979) =»nd The literary Humor of the Urban Northeast, 1S30-1S90 (Baton Rouge: 
Louisiana Sute University Press, 1983), I attempt to provide a definition of the humor 
of the Old Norfoeast through the era of literary Comedy with the su^estion of an 
appropriate canon. Rich sources of material pertinent to the study of comic wnters in 
the Northeast can be found in Thomas Chandler Hahburtons Traits of American Humor 
(London: Hurst and Blackett, 1852) and William E. Burton, Burtonfs Cyclopedia of Wit 
and Humor (New York: Appleton, 1858).’ The Peterson Brothers published a series of 
reprints of books by American comic writers of the 1830-60 period, which includes the 
greats of the Old Southwest but also works by urban and maritime humorous writers. 
Other sources indude early essays in The Cambridge History of American literature: Early 
National literature, pt 2 (Cambridge: Cambridge University Press, 1918), especially Will 
■ D. Howe, “Early Humorists,” 148-59.
3. See cbapterc 1-3 in my Mark Twain as a literary Comedian for a modem working
definition of literary Comedy as a genre in relation to social ethics and change in the 
1850-1900 period. Blair’s definition in Native American Humor is based on literary char-
acteristics tb=»t- are common enough among the named and unnamed authors but lacks 
a sociological or ethical dimension. See also “literary Comedians, literary Comedy, and
C
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